is said the content refers directly to specific compositions. He has suggested that these diaries will eventually come into the public domain, but only some years after his demise. Clearly it will be important for this script to be understood for the content to be of some use to scholars in the future. It is obvious to the eye that before the First Symphony (1975-76) the appearance of the script on the first-draft scores was particularly sparse, no doubt reflecting the use of the compositional diary. Subsequent scores have contained more or fewer annotations, possibly reflecting the speed of composition and/or the "status" of a work as a principal or a satellite.2 It is also possible that Davies has used the "compositional diary" less in recent years than he did earlier. In this regard the works from the period between the First and Second Symphonies (1976-80) may be significant, and will be the focus of a later study.
Interpreting the script has been hampered by four particular factors. In the first instance one has to have sufficient material in the script to be able to find different contexts for words where repetition can be observed and for frequency of letters, vowels in particular, to be identified. Secondly, despite consistencies evident in the shape and content of his invented alphabet some specific shapes are simply not found in earlier works suggesting that an evolution of the script has taken place over time. Thirdly, Davies had let it be known that the script included German words with Greek grammar,3 and it seemed that this fact alone would make identification of words more difficult. Finally, on some of the sketches the composer experimented with different stylized versions of his own, German, Gothic, and Roman script (such as on one folio of the Worldes Blis sketches owned by Karl Renner-copy in the British Library (hereafter BL)) making letter identification more problematic. 4 Until the sketches became generally available it was just not possible to collect sufficient examples of the script and therefore a variety of different contexts in which to find the letters used. Even then, unless one were to have photocopies made of every example, it was important to make sure that every dot (literally) was accurately transcribed. Only one example of the script has so far appeared in print-a transcription of a sheet from the Third Symphony by Nicholas Jones in his article for Tempo 204.5 Unfortunately, Jones's transcription was not completely accurate.
In order to obtain a sufficient quantity of script material it was necessary to investigate all those manuscripts for which precompositional material and/or first-draft scores were available. Here the excellent handlist prepared by Arthur Searle proved invaluable (I summarized the relevant material in Tempo 197) , and as a result I was able to examine all the early workings currently deposited in the British Library as well as taking very full notes (including script transcription) for all the works from 1976 onwards.
Having a large number of transcripts of the script was subsequently to prove crucial. At first, however, it seemed possible that the letter H might refer to "Hauptstimme." This was incorrect although it is not wrong to consider the, usually two, melodic lines which are the basis of many sections in Davies's works as essentially Hauptstimme and Nebenstimme (for example, in Add Ms 71389 f2v of Panopus D8-2 Ms where Davies writes, in script, "use diagonals throughout section for secondary voice"). However, he does not label lines as such. An essential clue to the script lies in Davies's use of four symbols (s(e)t, squ, OT, NT) in labelling set charts, as I will discuss presently.
It was not the material deposited in the British Library which turned out to be most useful in providing the key to Davies's script but the sketches for the Sixth Symphony which had been made available to me by the composer to facilitate the writing of an article on the later symphonies. 6 In this symphony the precompositional material is extensive and the labelling on the first-draft score remarkably consistent.
Initially in the Sixth Symphony the thematic material is labelled in the composer's script but this later gives way to labelling in ordinary script using the first words of the "thematic" origin-Amewara, Gesang, and Immolabit (a longer discussion will be found in "Max the Symphonist"). 6 This led to the conclusion that the Davies script labels and the "thematic origin" labels were in fact the same, though the script labels were rather shorter, usually consisting of only two characters, and therefore were abbreviated in some way.
Study of the set charts at the same time, including those for the Fourth Symphony and those for the Fifth Symphony (some of the latter found to be bundled with the Sixth) showed a consistency of labelling which was suggestive-specifically that sets with the same number of notes had the same labels. Two possible interpretations seemed possible-either the number itself or the planetary name for the magic square was being used as the means of identification. As it turned out, Davies uses both methods of labelling, depending on the work.
A discussion of planetary names for specific squares related to Davies's precompositional charts can be found in David Roberts's dissertation,7 but initial recognition of Davies's script letters was effected through a square not mentioned by Roberts-the 10x10 square of Uranus.
In the Sixth Symphony this square is labelled [ DL J D 3 ], the position of the vowels indicating that this was the correct interpretation. Confirmation was achieved by subsequently reusing the found letters to identify the remaining planetary squares on those charts for the Fifth Symphony which were bundled with the Sixth Symphony sketches, where, as Davies told me, he had used them again.8 As a result the symbols read as follows: Mercury H L) D LX , Venus D'1 ) 3, Sol it , Mars H. 3, Jupiter TOb4. L, Saturn J PDL1.
From this it can be seen that some letters appear as diacritics. Thus an o in a word is a diagonal stroke through the letter, an e is a dot below the letter preceding it in the word, whereas the i is represented by a dot above the letter preceding it (when notated carefully by Davies the position relative to the letter determines which vowel comes first in the fully written sequence). On the other hand, a and u are full letters, never shorthand, and in due course it was possible to identify full script formulations for all the vowels. It seems likely that the diacritics were a later modification, as was the diagonal line above a letter (like an acute accent), which denotes the start of a new word, although in some earlier sketches it appears that Davies used shorter lines above or dots between words to indicate separation (some typical examples of this "style" can be found in the sketches for the First Symphony). The letter h has two diacritic forms thus:-v which indicates h as the first letter of a word (e.g. X = Hoy), whereas the inverted form thus:-^ indicates a letter h not in first place (e.g. o' CD = eight). This seems to be modeled on Greek orthography, and in the sketches the composer does write occasional words or short phrases in Greek. He does not appear to have made symbols to distinguish between lower-and upper-case letters.
The letters thus far identified were then mapped on to the thematic labels of the Sixth Symphony, which confirmed that these were indeed abbreviated versions of the thematic ideas: Ame J ", Gesang )J 1?, and Immol JI r, the double letter being indicated in Davies's script as a horizontal line across the letter being repeated.
As a result of this breakthrough in reading the script it was possible to clarify that the set labels commonly used were therefore as follows: 6() = OT (original or old transposition), q1 = NT (new transposition), (i = set (that is, set square), MJ1= square (that is, magic square). Davies does not always use these labels, but OT and NT do appear also in Roman script in a good number of the sketches. At this point it was possible to work out an alphabet containing fourteen of the twenty six letters of the Davies script. On this basis it became relatively simple to assign most of the remaining letters from context. It is important to note that the script formulation in Worldes Bl clearly experimental since other pages contain various speculative sc fonts based on the title of the work. It is not clear why Davies uses "normal" form of letter b here as his usual practice is to exchange b an With most of the script translated it was possible to begin to ma sense of the occurrences of the script in the sketches. Surprisingly became apparent that the words were exclusively in English or Germ and so far there is no sign of the Greek "grammar" element except haps in the diacritic forms of the letter h as mentioned earlier.
In general the annotations fall within four categories and none of the is exclusively found in the sketches in the alphabet code-in other w each may be found in normal script (albeit sometimes in German). Each work is different-there is no absolute norm. The annotations are as follows: general comments or labels, usually, but not always, relating to the work; structural comments; details of orchestration; set labels (for example, "O.T./N.T." or "Mars").
GENERAL COMMENTS
General comments are by far the least common in the sketch materi although if a "compositional diary" exists then no doubt the more gen eral statements will be found there. The most straightforward comment is descriptive or locative and thus the Sixth Symphony is labelled as shown in Example 2. There are a few diary type entries in the 1977-79 works but this is rather unusual.
STRUCTURAL COMMENTS
From an analytical perspective more can be gleaned from the comments on aspects of the structure of a movement, although as indicated earlier these are to be found in Roman script as well. Regrettably, the composer's labelling is not consistent nor extensive in this particular aspect.
There are a number of labels which are found regularly and relate specifically to structural features in the work. Sometimes "reprise" is written in Roman letters but "middle eig never is. "Reprise" can be found on its own but is often found labe the next section after "middle eight," giving very clear evidence Davies's ternary structuring of some of the internal subsections movement. In Strathclyde Concerto No. 6 the section at score letter the third movement is labelled as in Example 6. usually for a specific purpose. Thus the trombone solo which marks the opening of the second movement of the Sixth Symphony is labelled at the head of the score, and there is some indication that it was written in before any notes were added. The absence of regular detailing of orchestration suggests one of two approaches: either Davies retains the orchestration in his head or he usually does not consider detail of orchestration until the first-draft full-score stage. In support of the former view one might cite script references to "add vlns," for example, which is found from time to time in the first-draft, suggesting that he is adding to an already existing orchestration plan. However, it is more likely that, in general, orchestration follows on from the laying out of the main thematic lines in the first score and is not normally a principal consideration unless a specific effect is sought. Much earlier in his career Davies himself made a statement which would tend to support this latter interpretation when he said "there is no 'orchestration' as such" of the instrumental parts in his First Symphony."l Indeed, if there has been a consistent criticism of his approach over the years it has been that his orchestration was not always entirely satisfactory. Although this is an aspect of his technique which has developed, particularly in relation to the sound effect of the orchestral color, it seems likely that this is still a secondary consideration, even in the lighter, or less serious, works of his recent output. Until his script could be deciphered it was not possible to be quite so categoric since it was likely that more orchestral directions were hidden in his script on the scores, although this is in fact not the case.
SET AND THEMATIC LABELLING
From an analytical point of view, perhaps the most informative of the Davies annotations is that of thematic labelling, simply because, relatively speaking, it is the most consistent within those works in which it is found. In the British Library collection it is clear that some works which should have precompositional working with annotations do not, suggesting, in the case of the larger works, that these have not been deposited for some reason (in certain cases this is because, no doubt, they are in private hands), rather than that they do not exist.
Some indication of the usefulness of set annotations can be gleaned from the material associated with the Fourth Symphony, first movement. Example 14 is a summary of the script annotations for the whole movement-where there are no further details they are missing from the sketch (but again this is not to imply that the missing detail does not/did not exist). It will be observed that the script labels are used at places, for the most part, where a structural event takes place-often these become rehearsal letters in the full score. Very little elaboration is to be found-just the occasional comment. The script labels seem to act as a sort of mnemonic and it is interesting therefore that there are stretches of sketch material which have no annotation at all. Some of the precompositional chart materials are labelled, and these are as shown in Example 15.13
Perspectives on PMD Sketches page no. It is perhaps not surprising that the amount of precompositional working for the Fifth Strathclyde should be rather less than for the Third Symphony although this was not always the case with respect to "lesser" works, as witness some of the seventies chamber works. One can see clearly from Nicholas Jones's analysis of the precompositional material (to which I have added some discussion in "Max the Symphonist")14 that there is present a clear rationale and order in the creation of precompositional charts and drafts. However, Jones's summary of the precompositional workings for the symphony (Tempo 204, Table 1 ) is incomplete in that it does not indicate which of the pages have annotations in the composer's script. It therefore seems particularly useful in the context of this article to elaborate on his summary. In the chart which follows (Example 16) only those pages with annotations are detailed. Aside from the structural and "biographical" comments such as the labelling of the 6x6 square as the "squ Metin Sol," these labels are fairly ordinary and unambiguous and do not suggest the level of complexity with which Roberts and Owens have interpreted the works of the sixties and seventies.
By comparison there is rather less material and commentary in the precompositional chart workings for Strathclyde Concerto No. 5 (Example 17). Without having analyzed the score in depth it is interesting to observe here the lack of magic-square working. It is possible that some chart material has been removed for use elsewhere, but in terms of his output at the time it is not entirely obvious which work or works might be related to the Fifth Strathclyde, if any.
Given the particular nature of the annotations it is clear that short musical extracts do not really give other than a partial picture of how the annotations are used. As a result it seemed better to leave the examples to the end of the article when the general principles behind the "alphabet" The final printed version of this passage (Example 19) is scored for flute with occasional octave doubling by piccolo (with glissandi) (second system-the first staff belongs to the previous system of music). The third staff is given to horns as marked, although it is possible that the original idea was to use trumpets (or it is possible there was a script label here because of the dot under the oblique line). The fourth staff was assigned, not surprisingly, to cellos and basses but doubled an octave The texture in Example 21 is quite complex, hence the orchestrat references, but as indicated elsewhere such detail is actually quite sp and this is in fact the most dense collection of annotations anywher the movement. The violins are added to the texture in the half bar befo the example begins. O and I usually refer to the prime and invert forms. The violin part is a simplified version of the cello part (the "coll in the script seems to be an error for "cello") which is written on sketch in treble clef (second staff). The red circles referred to do n transfer clearly into black and white but may be just discerned round t D and EL in the second bar. The viola also elaborates the cello line wh is derived from the original square in a manner that has been commonly found in Davies's writing from the earliest published scores.
It is worth noting that the draft score of the Sixth Symphony is one the very few places where score letters are actually used at such an earl understanding it affords of his working method, but, not unexpectedly, it does not finally reveal all the answers, and in some cases raises more questions than answers.17
The turning point for Davies might well turn out to have been the period between the First and Second Symphonies, as I proposed at the outset of this article. The speed at which parts of Salome had to be written point to the fact that this would be a good place to start a further study, as does the message in the composer's script, Example 25. 
